competition styles: precision clogging and freestyle clogging. The originators of this new style, the Green Grass Cloggers, had formed four years earlier and had competed at Fiddlers' Grove several times before. In two of the previous four contests, the Green Grass Cloggers had won first place for their eye-catching and energetic performance, which at that time earned them the title "World Champions of Clogging."
This year, however, the criteria for judging the competition had been changed, and the Green Grass style was not favored by the new rules. When the winners were announced, the Green Grass Cloggers were no longer at the top of the list, and the Hoorah Cloggers were dismayed to find out that their group was in last place. Thinking they had performed well, several members of the Blacksburg group asked a contest official why they had scored so poorly. "What you're doing," they were told, " is not Southern Appalachian traditional-style clogging."' Phil Louer recalls that the group was unsatisfied by this explanation:
I wasn't there for that conversation, actually... it was two other dancers, they had the conversation directly, and then they came back and reported to us, and then we all got ruffled, you know. 'What do you mean, we're not Southern traditional Appalachian cloggers? Here we are in the South, in the Appalachians, dancing clogging, what's not to be traditional about it?" (Louer, interview)
Today, twenty-five years later, the Hoorahs are still active in Blacksburg, continuing to perform in the same style, and even perform some of the same routines that they brought with them to Fiddlers' Grove that year. Their performances are frequently billed as "traditional Appalachian dance," and while they no longer participate in clogging competitions, there appears to be a lot less controversy in applying the label "traditional" to this dance than there was at Fiddlers Grove in 1975.
What is tradition, and where does it come from? In the past, scholars have understood tradition as a body of material, the process by which this material changes hands, or, more broadly, as a term that encompasses the entire system of people, practice, and process-perhaps a synonym for "culture." While recent thought has abandoned previous efforts to define tradition as a social scientific category, many of us sprinkle our talks and writings quite liberally with references to tradition, traditions, and traditional activities. As difficult as it is to pin down in theory, in practice tradition remains a focus of discourse in folklore and related fields.
For performers and practitioners, use of the term tradition signifies a history, a way of life, an identity. Scores of musicians, dancers, craftspeople, and artists use the term "traditional" to identify, authenticate, and advertise their work. At another level, we see the mantle of tradition bestowed from above-by academics, arts agencies, and tourist boards-upon those put on stage, documented in writing, identified with, and advocated for. This third-party distribution of tradition as cultural capital, in which the word itself becomes a badge of honor, retains vestiges of a more "traditional" tradition, characterized by an individual's unconscious submission to a transcendent force flowing freely through groups of presumably unmodern people. Recent times have witnessed fundamental changes both in the ways scholars think about tradition and the ways that people-scholars included-live tradition. In contrast to the view that tradition must be inherited by birth and is mysteriously replicated through generations, a contemporary perspective suggests that traditions are learned and actively conceptualized as people choose to affiliate with social groups built around traditional activities and lifeways.
Fundamental to the notion of tradition is a perceived relationship between a person (or practice) and a past that is made relevant by invoking ancestry, locality, or other interpretive work. Recent work has reexamined conventional understandings of tradition, questioning its objective existence as a neutral category of practice (Finnegan 1991) , its perceived continuity with the past (Hobsbawm and Ranger 1983), and the validity of some criterion of "authenticity" that defines tradition (Handler and Linnekin 1984; Jolly 1992 ). Other scholars have suggested new ways to approach the study of tradition, locating it in performance (Toelken 1979) , in a sense of responsibility (Glassie 1995) , and in a personal choice to engage in a particular kind of historical relationship (McDonald 1997).
In an effort to engage theory with practice, I approach tradition through its use "on the ground," among members of the Hoorah Cloggers of Blacksburg, Virginia. By examining how tradition is conceptualized here, I aim to develop a sketch of the notion as it emerges from its practical usage. As a starting point, I recognize that the term tradition, as it is employed by the cloggers, can refer to (at least) two related things: (1) the grouping of music and dance practices that are thought to have originated in a particular locale (in this case, the southern Appalachian mountains); and (2) a reified abstraction that describes a core character imagined as common to all traditions. In conversation, tradition may refer to either of these semantic categories, or to both simultaneously. The importance of tradition, in this context, relies not on its logical constitution but on its concrete implications. What I will discuss here is an understanding of tradition whose defining quality is its embeddedness in a community, in a network of meaningful personal relationships in the present. As such, tradition is a resource in the construction of community, just as the existence of a community is integral for the maintenance of a viable tradition. In this formulation, tradition and community are mutually reinforcing ideals that construct as well as competitions for instrumentalists, singers, individual flatfooters, and square dance teams (Jamison 1987:18) .
In the decades that followed, both team clogging performance and the competitive festival context became standard features of Appalachian music and dance. By the 1960s there had emerged several distinct styles of group dance performed at festivals: precision clogging, featuring synchronized footwork, flashy costumes, and usually performed either in a line or a circle formation, and freestyle or traditional clogging, characterized by improvised footwork and choreographed in square or circle formations.
In 1971, two students from East Carolina University, Dudley Culp and Toni Jordan (now Williams), went to the Autumn Square-Up festival at Fiddlers' Grove, North Carolina. Immediately taken with the styles of mountain dance that they witnessed, they approached some of the older dancers at the festival and learned what they call "the basic" clogging step. Back at ECU, they joined with a square-dance teacher, Betty Casey, who taught them some of the figures and choreography of Western clubstyle square dancing. With this new knowledge, they formed a group, the Green Grass Cloggers, and developed their dance style into a unique combination of borrowed and invented figures and footwork. Their steps were synchronized, like precision clogging, but they differed from the precision groups in their homemade costumes, square-dance choreography, and wildly energetic performance style (Jamison 1995 :169-171) . Through the late 1970s and early 1980s, the Hoorah Cloggers were very visible, performing in local events and attracting considerable crowds to the Sunday-night clogging sessions. During these years, a lively "scene" developed around the performing dance group, the Sundaynight community sessions, and the musicians who played for dances and dance performances. Members of the group bought property together, formed romantic relationships, and entered into professional contracts with one another, bolstering ties of affinity that had formed from music and dance activities.
Interest in clogging started to wane in the mid-1980s, and the Hoorahs were dealt a serious blow in 1987 when the university student center, which had served as the group's rehearsal space, closed for a fiveyear renovation project. Combined with a disintegration of the original group, whose members had dispersed to start families, and a growing rift between the dancers and the now-distinct old-time music scene, the Hoorah performing group shrank to include at one time only four members. Despite these hardships, their performance was still in demand and the smaller group continued to practice and perform. "Participation," he explains, "refers to a process of taking part and also to the relations with others that reflect this process. It suggests both action and connection" (1998:55). Reification he defines as "the process of giving form to our experience by producing objects that congeal this experience into 'thingness.' In so doing we create points of focus around which the negotiation of meaning becomes organized" (1998:58). As humans, we engage in continuous cycles of participation and reifications: as we act, we interpret and reflect upon our action; these mental gestures in turn transform our further participation, and so on. In many situations, such as a face-to-face conversation, the two processes combine to a degree that no distinction is perceived-the participation inherent in the encounter and the reification involved in the use of language are collapsed into the same experience. Although different meaning-making episodes will activate differing degrees of each complement, it is through the constant interplay of both processes that we produce meaning in our lives.
Contextualizing the Hoorah Cloggers as a community of practice allows us to clarify ways in which history is collectively negotiated and made meaningful for individuals. In this formulation, the past, reified as tradition, is utilized as a resource for, and interpreted in the context of, practical engagement in a present community. In addition, as Wenger notes, a community of practice develops and interprets its own history over time, reinforcing the sense of connection between present practice and past. This connection, however, remains one that is fundamentally activated in the community's present, and in the presence of other community members. In the Hoorahs' discourse, the group's own quartercentury history may be elided with the larger history of music and dance in the region, positioning their experience within a longer period of traditional activity. An individual's participation in the Hoorah Cloggers is thereby linked to the composite history of the group and the tradition and is invested with meaning through this association. figures are particularly crowd-pleasing, as they demonstrate what is possible for a well-coordinated group to accomplish. Synchronized percussive footwork adds an additional element of solidarity, as all the dancers participate in establishing a unison rhythm at high volume and in concert with the accompanying musicians. When this rhythm shifts, as it does when the group performs an "allamo" or the syncopated "synch step," each dancer must be attentive to the tempo and to the particular pattern of the step, as the effect of the rhythmic change will not be convincing to the audience if even one member is out of step. The fast pace and the intricacy of the figures require attentive and supportive dancers to fulfill their own roles in the dance as well as to ensure that others are where they need to be.
Learning the physical movements necessary for performance, a dancer internalizes the sensations of interacting with and responding to others in the group. And in fact, the presence of the group and the (relative) lenience of the dance's time structure (if a move takes an extra measure or two, the caller adjusts the calls to the dance as it progresses) make it easier for new dancers to join the group in performance. Even if they have not memorized all the steps and figures of a routine, if they are paired with experienced partners, new dancers can fake their way through a dance on stage.
Because the cooperative structure of the dance takes a great deal of pressure off the individual as a performer, dancers can more easily relax and enjoy dancing together on stage. Barbara Wright suggests that dancing with a group "is kind of a high form of being social," and that at its best, it's coming together with the people that you're dancing with, 'cause you're interacting with them, and dancing with them, and they're dancing with you, and you feel that togetherness, and when it's working, everyone gets very excited (Wright, interview). Likewise, the attention given to teaching and learning the dance reinforces a dancer's perception of the group as a community. The first hour of a Sunday night practice is customarily spent teaching basic steps and sequences to beginning dancers; Tuesday night jam sessions offer an opportunity for dancers to learn steps as well. In these contexts, even the less-experienced dancers take part in teaching the beginners, and members are encouraged to take on more responsibility in teaching as they I think the process at work in the Blacksburg scene that is perpetuating our music and dancing is probably new, something that couldn't have happened in earlier times. It's an extension of tradition because people in a community are learning to play the fiddle music and dance to it, but I think the setting and format is not one that ever happened before. It's not family-based, or based on tight, local communities and local traditions. It's based on openness and love of the music and dancing as things that add richness and value to lives, things that are priceless, that can't be purchased. And there again our reasons for playing and dancing probably aren't much different than why people were playing the music and dancing in prior generations (Richardson, personal correspondence).
Experiencing tradition in the Hoorah Cloggers is an activity that produces, frames, and inspires a community. Through present participation and discourse, history and memory play vital roles in the production of social meaning and the maintenance of a practical tradition.
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